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QUARTERLY NOTES 


By LHE. EDITOR 


ic HE Drawings of Claude Laaetia [Se Dyrnrtbus 
ey M. Hind (Halton & Truscott Smith. 30/-), 
ua Ro is a beautiful picture-book, containing a 
4 larger number of reproductions of drawings 
by Claude than any other publication obtainable, 
and in its choice of subjects entirely independent of 
its only rivals in point of numbers, the two modern 
publications of the Claude drawings in the Louvre. 
But it is more than this. The critical introduction is a 
great advance upon any study previously written in 
its examination of the chronology of the drawings, 
their topography, which Professor Hind sought out with 
zest during a recent visit to Rome, and the influences 
which they exhibit, derived from, or transmitted to, 
the work of other artists. 

It is satisfactory, though not surprising, that this 
work should have been written in England, the country 
which still contains a very large proportion of the 
drawings of Claude, in spite of the recent transference 
en bloc of forty drawings from the Heseltine Collection 
to the Louvre, which was previously very poor in drawings 
by Claude Lorrain. 

The British Museum alone contains more than three 
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hundred of them, a large selection of which will be 
placed on exhibition about the time when this review 
appears, accompanied by numerous examples of other 
painters of landscape in the manner of Claude. The 
Guide to this exhibition, also the work of Professor 
Hind, contains a complete list of the drawings by 
Claude in the Museum, which have been critically 
examined and classified afresh, and will thus be of per- 
manent value. 


The other contents of the new exhibition in the 
King Edward VII Galleries are also to a great extent 
French. Besides a large display of French line en- 
gravings and a smaller one of colour prints of the late 
eighteenth and early nineteenth centuries, they include 
a quantity of prints illustrating the career of Napoleon, 
many of which have been acquired recently at the 
sale of the large collection formed by the late Earl 
of Crawford and Balcarres. Yet another section devoted 
to French art is the first collective display of the French 
drawings, now more than fifty in number, which have 
been bought since 1920 from the income of a sum, 
slightly exceeding £1,000, which was bequeathed to the 
Museum by the late Mr. H. L. Florence, who was also 
a benefactor of other galleries in London. They 
include drawings made by the engravers Nanteuil, 
Le Bas and Ravenet, small but beautiful examples of 
Géricault, several Daumiers, a Marilhat, a _ fine 
landscape by Decamps, various drawings by Degas, 
Pissarro, Toulouse-Lautrec and Cdilon Redon, six by 
Hervier, four by Lepére, and three by Félix Vallotton. 
It will thus be seen that collectors of French nineteenth 
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century prints will find much to interest them as illus- 
trating other aspects of the work of the engravers. 


If sufficient financial support be forthcoming, it is 
hoped that a quarterly magazine may soon be founded 
for the publication of drawings chiefly by old masters. 
No such magazine exists, and an organ is needed by the 
increasing number of students and collectors of this 
kind of works of art, in which drawings of interest, but 
not necessarily all of such rank as to deserve the 
honours of facsimile reproduction, may be published and 
discussed. Such a magazine, it is hoped, may be sure of 
obtaining an international circulation, if the initial 
difficulties of launching it can be surmounted. A com- 
petent editor is ready for it in the person of Dr. K. T. 
Parker, whose extensive knowledge of drawings 
especially, but by no means exclusively, of the early 
German and Swiss Schools, and wide acquaintance with 
both English and Continental collectors and authorities 
on the history of art qualify him to an exceptional degree 
for conducting such a magazine as Drawings. 

We hope to be able to make some further announce- 
ment in a future number. In the meanwhile Dr. Parker 
himself, or the editor of THE PRINT COLLECTOR’S 
QUARTERLY will be happy to answer enquiries about 
a project which the readers of the QUARTERLY are 
earnestly invited to support. 


“Fine Prints of the Year 1925” (Halton & Truscott 
Smith, 30/-) is the third issue of a useful publication 
in which many of the leading original prints published 
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by British and American print-sellers are well reproduced 
as a guide to collectors. Mr. Malcolm Salaman, who is 
responsible for their choice, shows resource and dexterity 
in bestowing appropriate eulogies on no less than sixty- 
five engravers arranged in two alphabets divided by the 
Atlantic Ocean. And not by the Atlantic only ; between 
the two, in the letterpress, comes a specimen of the new 
relief etching process of Mr. W. Giles, which, lucidly 
described by Mr. Salaman and of undoubted interest to 
students of technique, will probably have little practical 
effect on book-illustration. The useful directory of 
engravers contains a few obsolete addresses and omits 
the name of Miss Hester Frood. 


There can hardly be a print collector who has not 
profited by consulting that admirable series of cata- 
logues produced by M. Loys Delteil under the title of 
“Le Peintre-Graveur Illustré’’ to which the latest 
addition is the first pair of volumes of the vast catalogue 
of Daumier on which that indefatigable expert and 
author has long been engaged. His readers will have 
heard with deep regret that he is suffering from the 
effects of a severe paralytic stroke which is bound to 
hinder for some considerable time the completion of his 
many tasks, but it is understood that the Daumier is 
so far completed that M. Le Garrec will be able to see 
the remaining eight volumes through the press. 


The Editor much regrets the oversight by which in 
the December number he omitted to express acknow- 
ledgments to the Duke of Devonshire for permission to_ 
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reproduce three monotypes by Castiglione in His Grace’s 
collection. 

Still more belated apologies are due to Messrs. P. &. D.- 
Colnaghi & Co. for the omission to mention their name as 
publishers of the etchings by Miss Sylvia Gosse repro- 
duced in October 1925. 
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Jos—EPH AND THE CurisT CHILD 


Pl. I—ADAM ELSHEIMER. 


Size of the original etching rr0 X 87 mm. 


ADAM ELSHEIMER 
II.—HIS ORIGINAL ETCHINGS 


Poet UR M. HIND 


SJOMING to Elsheimer’s work as an original 
4sqj etcher, which was the raison d’étre of my two 
A Sy) articles, it must at once be admitted that 
Bim—ss contemporary authorities leave the subject 
in considerable obscurity, for both Baglione and Sandrart 
are entirely vague in their distinction between original 
etchings and plates engraved after the master’s paintings 
or designs. 

' Baglione, who was a slightly elder contemporary of 
Elsheimer in Kome and had every opportunity of 
knowing his work, refers to several prints of his, but 
only specifies una carta finta di notte con una Maga, 
which I concluded in my earlier article was probably 
an engraving by Jan van de Velde. 

Joachim von Sandrart, whose account in his Teuwtsche 
Akademie (Nuremberg, 1675) is the next record in order 
of time to Baglione’s, and fuller in detail, cannot have 
known Elsheimer personally as he was only born in 
1606 and did not visit Italy until after 1627. But he 
was at Utrecht in 1625-26, and according to his own 
account often met Hendrik Goudt, and must have 
learnt from him many personal details of the master. 
His first reference in his life of Elsheimer is to a copper- 
plate of Tobias and the Angel by which, according to 
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NYMPH DANCING WITH TAMBOURINE 


Pl. IlL—ADAM ELSHEIMER. 


Size of the original etching 63 x 100 mm. 
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his account, Elsheimer increased his repute; but the 
description given shows that it was Goult’s engraving 
of 1608, the Count’s earliest dated plate after Elsheimer. 
Later on in his article he states that Elsheimer also 
“etched a few small landscapes such as the Satyrs and 
Nymphs dancing with cymbals, the Satyrs playing, 
and other rarities of the sort ’’ (Feldgétter und Nymphen 
mit Cymbalen tanzen auch die Satyren ausspielen und 
andere dergleichen verniinftige Selzamkeiten). The first 
of these etchings must be the Nymph Dancing with 
Tambourine (No. 9 in my list), which has always been 
accepted as Elsheimer’s original work. It is a beautiful 
little plate, worthy of a place beside his best paintings, 
and from its motive and mood, which anticipates 
Claude, certainly belongs to Elsheimer’s Roman period. 

But what are the other plates to which Sandrart 
alludes ? Possibly the Resting Satyrs (No. 11) may be 
one, and it is sufficiently near in character of subject 
and quality of etching to be accepted with little mis- 
giving were it not for an equally close resemblance 
to signed work by Willem Basse of Amsterdam, so 
near that it has long been attributed to Basse in the 
British Museum collection. The tree on the right is 
closely related to one in the Nymph Dancing with 
Tambourine (No. 9), but the group of trees on the left 
is hardly as strong and structural as other groups in 
the same plate, No. 9, and more like the trees in the 
background of Basse’s Flight into Egypt (Wurzbach,' 2). 

I reproduce for comparison a signed etching by 
Basse, the Nymph and Satyr Dancing (Wurzbach, 21 ; 
British Museum, Sheepshanks 7442 ; 72130 mm.). The 
most notable difference in this case, and in another 

1 Niederlandisches Kiinstler-Lexicon, article on Willem Basse. 


12 


etching attributed to Basse in the British Museum, 
Satyrs and Nymphs beneath a Tree (Sheepshanks, 7485 ; 
74123 mm.), is the presence of more dotted work and 
some regular though light cross-hatched shading. But one 
can imagine early states, though I have not seen them, 
before the cross-hatching, which might differ less from 
the first of the etchings attributed to Elsheimer (No. 9). 

Another plate which has been placed with Basse in 
the British Museum (not described by Wurzbach under 
Basse), the Nymph Dancing with Tambourine by a 
Hollow Tree (Sheepshanks, 7482; 75123 mm.), is 
also very closely related to the Resting Satyrs (No. 11). 
The group of figures on the right is only slightly altered 
in detail from a group in No. 11, and a certain inferiority 
in the rendering of this group in the former example 
would incline one’s judgment of No. 11 somewhat in 
favour of Elsheimer, but distinctly turn the scales in 
‘regard to Sheepshanks, 7482 in the direction of Basse. 

Two other prints in the same vein are not represented 
in the British Museum, and are here reproduced from 
impressions in the Sammlung Friedrich August II. at 
Dresden. The Satyr Piping to Two Nymphs (No. 12) 
is undoubtedly by the same hand as No. 11, and the 
Satyr Offering a Child a Bunch of Grapes (No. 138) is 
equally worthy of Elsheimer. In the latter subject, 
which is only known in the Dresden impression, the 
lightly etched distance has been stopped out and the 
foreground figures given prominence by a_ second 
biting. Here, too, were it not for the proximity of 
Basse, I would hardly be tempted to cast doubts on 
authenticity. 

In very much the same style of etching are two other 
unsigned plates placed with Basse in the British Museum, 
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B.M. 


NyMPH DANCING WITH TAMBOURINE BY A HoLLow TREE. 


Pl. V.—WILLEM BASSE (attributed to). 


Size of the original etching 75 X 123 mm. 


a Landscape without Figures (Wurzbach, Basse, 36 ; 
Sheepshanks, 7484; 87x116mm.), and Afollo and 
Daphie (Sheepshanks, 7497 ; 78103 mm.), the latter 
decidedly inferior to No. 9 in the drawing of the figures, 
and both almost certainly by Basse. 

The Nymph Dancing with Tambourine (No. 9) has a 
certain strength added to the delicate quality of any 
of the others mentioned, and it is the only one of the 
group which I would accept without reservation ; but 
in view of Sandrart’s explicit reference to several plates 
of this character etched by Elsheimer, we may be right 
in accepting as his several of the unsigned plates in the 
manner of Basse nearest in style to this example (at 
least Nos. 11 and 12), for it is hardly possible that such 
original etchings, if they were actually done, should be 
found elsewhere. 

Among etchings hitherto attributed to Elsheimer 
there is none signed by Elsheimer with feczt (or /.) to 
indicate his being the etcher. In fact, the only plate 
with such a signature is the Landscape with the Dis- 
missal of Hagar (No. 7), which is here first added to his 
work. The signature, border line and foreground 
figures have been re-inforced with the graver over a 
lighter etching, but this need not imply work by another 
hand. It is the same sort of emphasis which in the 
Satyr Offering a Child a Bunch of Grapes (No. 13) was 
achieved by second biting. The spelling of Elsheimer 
(Elshaemer) is curious, but in view of the variants cited 
from documents of the name of Elsheimer’s father 
(Elsheimer, Elshaimer, Elschamer, Elsheymer), I see no 
reason on that account to question its authenticity. 
Bode rejected the plate, and at the same time described 
the ruin in the background as the Tomb of Cecilia 
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Pl. VI—ADAM ELSHEIMER (attributed to). (a) SaTyRS OFFERING A CHILD A BUNCH OF 
Grapes. H.13. (6) Satyr PIPING TO Two Nympus. H.12. Dresden (Sammlung Friedrich 


August 11) 
Size of the original etchings: (a) 55 X 77 mm. (b) 6% X Ioo mm. 
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Metella, though it is evidently the so-called Tomb of 
the Horatii and Curiatii, between Albano and Ariccia. 
On the ground of style I consider it entirely consistent 
with Elsheimer’s earlier work in Rome. 

If we had no other evidence a passage in a letter of 
Rubens would be convincing proof that Elsheimer was 
responsible for some original etchings and that he 
practised new methods which interested the great 
master. The passage in question occurs in a letter of 
the 19th June, 1622.1 addressed to “Piertemy any eeu: 
a lawyer, amateur engraver and brother of Rubens’s 
master, Otto van Veen, at the Hague. “I have heard,” 
he writes, ‘“‘ that you have found the secret of drawing 
on copper on a white ground, a method employed by 
Adam Elsheimer. He first covered the copper with a 
white paste, and then engraving? with the point down 
to the surface of the metal, which is reddish in colour, 
felt as if he were drawing with red chalk on white paper. 
I do not remember the ingredients of his white ground, 
though he was most friendly in describing it to me.”’ 

Mr. E. S. Lumsden, in his recent work on etching, 
one of the fullest records of the practices of earlier 
etchers, quotes no example of white ground before 
that of Rembrandt. Nor is there, as far as I know, 
any reference in Bosse’s Tvaicté des Mamtéres de Graver, 
or in the earlier technical literature, any reference to 
IIsheimer’s white ground. 

Another etching, signed in shortened form by Els- 
heimer, but without the addition of fecit, is Joseph and 
the Christ Child (No. 1), and there is every reason to 
accept this as his original work. It shows less skill in 


1 Published by Ruelens and Rooses, Correspondance de Rubens, I1., p. 444. 


2 The phraseology scalpando col ago sino sopra tl rame implies, I chink: that 
the ground was the hard ground in general use before Rembrandt’s time. 
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draughtsmanship than any I have yet mentioned, and 
the irregular biting betrays a hand unpractised in the 
process, so that we should probably be right in placing 
it in Elsheimer’s early years at Frankfurt. There is a 
small oil picture of the same composition, of about the 
same size and in reverse, in the collection of Lord 
Leconfield at Petworth (No. 273), but this is not a 
matter that tells against the originality of the etching, 
as the practice of keeping painted and etched work 
distinct, though followed in the main by Rembrandt, 
is modern in the more strictly dogmatic sense. There 
are seven other small paintings by Elsheimer at Petworth, 
a Tobias and the Angel (272), a St. Anne with the Virgin 
(277), and five single Standing Figures of Saints (274, 
275, 21 G2 Ome oe. 

A criterion of Elsheimer’s etched work in his Frankfurt 
period is offered by the illustrations he did for parts of 
Jacob Frank’s historical calendars about 1598. Dr. 
Donner von Richte1* first discovered two _ plates 
signed AE (in monogram) and another certainly by 
the same hand in the Frankfurt Stadtbibliothek copy 
of Frank’s Continuator Temporis Quinquennalis, 1594-99, 
and Dr. Weizsacker has found other impressions and an 
additional plate in similar publications in the Stuttgart 
Landesbibliothek.’ Both of these writers are con- 
vinced that AE can stand for no other Frankfurt artist 
of the time, and the fact that Elsheimer’s master, 
Philipp Uffenbach, was largely concerned with the 


1 Not corresponding with 8, 16 or 17 in my list. 

2 St. John the Evangelist, corresponding with Hollar, p. 168, and in the 
same direction. 

3 See Bode, Jahrbuch der Preuss. Kunstsammlungen, 1, p. 253. 

4 In his article on ‘‘ Philipp Uffenbach und andere gleichzeitig in Frankfurt 
ebende Maler ”’ in Archiv fiir Frankfurts Geschichte und Kunst, 3e Folge, VII. 
(1901), -122. 

5 Jahrbuch der Preuss. Kunstsammlungen, XXXI, (1910), 180. 
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illustration of works of this character renders the identi- 
fication certain, and provides a definite link to support 
Sandrart’s statement about Elsheimer’s pupilage. 

The four etchings in these Historical Calendars 
(Messrelationen, as they are called in German), one of 
which is here reproduced, are records of the Dutch 
expedition of Cornelis Houtman to the East Indies, 
and are based in their material on illustrations in an 
Amsterdam Relation of this Journey, published by 
Cornelis Claesz in 1595. Though fecit is again not 
added after the signature it is almost certain that 
Elsheimer etched as well as designed his plates. In 
style they show a continuation of the tradition of 
Jost Amman, with only faint indications in foliage and 
figure of the later development of Elsheimer’s work. 
They are more successful in biting, and in some respects 
surer in draughtsmanship than the Joseph and the Christ 
Child, so that the latter may be even earlier—it can 
hardly be later. 

There is another etching in the British Museum which 
was acquired with the Sheepshanks collection in 1836 
under the name of Elsheimer, the Allegorical Female 
Figure (No. 10), which might be a still earlier work. 
It was rejected by Bode, but I think there is much in 
its design to render the attribution not unlikely in view 
of Elsheimer’s relation to Uffenbach, while with its 
faulty drawing and confused biting (which makes a 
cloudy effect in the closely shaded parts) it might 
reasonably be regarded as one of Elsheimer’s earliest 


attempts at etching.’ 


1In an article on the circle of Albrecht Altdorfer and Wolf Huber (Mit- 
teilungen der Gesellschaft fiir vervielfaltigende Kunst, 1909, No.4) Dr. Hermann 
Voss expresses the opinion that it is based on a drawing by Altdorfer. He 
admits that Elsheimer in a sense carried on the spiritual tradition of the 
Danube school, but in spite of this does not consider the attribution of the 
etching to Elsheimer has more than a superficial justification. 
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Pl. IX—ADAM ELSHEIMER (attributed to). ALLEGORICAL FEMALE Ficure. H.10. B.M. 


Size of the original etching 118 X 93 mm. 
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Still early, but a notable advance in strength of 
style on the Joseph and the Christ Child is the Boy with 
a Horse (No. 6). It is not to my mind a work charac- 
teristic of Elsheimer’s more attractive qualities. It is 
somewhat lame and awkward in design, and in the close 
shading still shows imperfection of biting; but as a 
study it displays a freedom of hand which had hardly 
been manifested in etching before this time. 

The Tobias and the Angel (No. 8), like the Nymph 
Dancing with Tambourine (No. 9), shows Elsheimer 
in the last and most characteristic stage of his de- 
velopment, but it is more broadly treated, and lacks 
the perfection of etching seen in the latter. It offers 
perhaps the best touch-stone for estimating the authen- 
ticity of the etching of Ignis (No. 15) to which I alluded 
in my earlier article. The composition of the back- 
ground of this etching (/gnzs), which 1s in reverse to the 
subject as engraved by Jan van de Velde, is closely 
related to similar parts of Elsheimer’s Flight into Egypt 
(engraved by Goudt in 1613), and must be placed quite 
in the last period of Elsheimer’s activity. But the 
etching itself is very crude, figures and foliage being 
treated without any of the understanding shown in the 
Tobias and the Angel (No. 8), and without any of the 
subtle perfection of the Nymph Dancing with Tam- 
bourine (No. 9). If etched by Elsheimer, it could only 
be a very early attempt, and as the period reflected in 
its subject rules this out, my conclusion is that it is 
almost certainly a copy of the Jan van de Velde plate, 
to which it is much inferior, and not an original etching 
by Elsheimer. 

Three prints described by Passavant and Nagler 
remain to be mentioned. Of the Adam and Eve (No. 14) 
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Pl. X —ADAM ELSHEIMER. Boy wity a Horse. H.6. B.M. 


Size of the original etching 197 X 155 mm. 
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I cannot speak, as I have not been able to identify an 
impression, but the two further subjects of Tobsas and 
the Angel (Nos. 16 and 17), though based on Elsheimer’s 
designs, do not, in my judgment, fit into any stage of 
the development of Elsheimer’s original etching. 


LIST OF ETCHINGS BY, OR ATTRIBUGED eS 2, 
ELSHEIMER 


Reference is made to the following lists : 


J. D. Passavant, Archiv fir Frankfurts Geschichte und Kunst, 
4tes Heft (1847), p. 73, Nos. 4—8 (Nos. 1—3 being engraved 
portraits of Elsheimer). 


G. K. NaGLer, Die Monogrammisten, I. (1858), p. 256, No. 494. 
Nos. 1—8. 


H. WEIZSACKER, Jahrbuch der Preuss. Kunstsammlungen, 
XXXI. (1910), p. 185. Nos. I.—IV. 


Collections in which impressions occur are only quoted when 
the print is not in the British Museum. 


oN. 
ETCHINGS BY, OR PROBABLY 9BY 32350777 


1.—JOSEPH AND THE CHRIST CHILD. P. 4—N. 1. 110X87mm. 
Signed : Aels (Ae in monogram). 
The same composition as a small original picture by 
Elsheimer in the collection of Lord Leconfield at Petworth. 
It is reversed in the etching. 


2—Map oF THE Two HEMISPHERES, WITH PORTRAITS OF 
CoLUMBUS AND Vespucci. W. I. Large quarto. 
Signed : AF (in monogram), and dated 1598. Title below : 
Der gantzen wellt abconterfetung Darin zu sehen die Neuwe 
gefundene Indianische Schiffart und was Wunders man da 
Evfunden als die Histori meltet. 
Nos. 2—5 occur in various copies of Jacob Frank’s 
Historical Calendars (Continuator Temporis Quinquennalis 
1594-99), e.g., at Frankfurt and Stuttgart. 


3.—SouTH AFRICAN AND Matay NATIvE Types. W. II. 
Large quarto, divided into four compartments. 
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4.— NATIVE TYPES FROM SUNDA, SUMATRA, AND JAvA. W. III. 
Large quarto, divided into four compartments. 
Signed : AF (in monogram) and dated 1598. 


5.—VIEW OF BANTAM FROM THE SEA WITH BATTLE BETWEEN 
DUTCH AND JAVANESE SHIPS. W. IV. 
Large quarto. Inscribed below: Co[n]trvafactur der grossen 
Peffer Handel Statt Bantam in der Insel Iaua gelegen dauuor 
die Hollendische Schiffart komen ... . Anno 1597. 


6.—Boy WITH A Horse. N.8. 197x155 mm. 


7.—LANDSCAPE WITH THE DISMISSAL OF HAGaR. 93x 142 mm. 
Signed: A Elshaemer f. (AE in monogram). 


8.—TOBIAS AND THE ANGEL. N.2. 92x146mm. Berlin. 


9.—NYMPH DANCING WITH TAMBOURINE. N.6. 63x 100 mm. 


B: 
ETCHINGS -POSSIBLY “BY ELSH EINE 


10.—ALLEGORICAL FEMALE FicurRE. 11893 mm. 
The British Museum impression is from the Storck collection, 
Milan (No. 10,218). 


11.—REsSTING SAatyrs. N. 7. Wurzbach, Basse, 22. 83x 109mm. 
Attributed to Willem Basse in the British Museum. 


12.—SATYR PIPING TO Two Nympus. N.4. 61 x100mm. 
Chatsworth. Vienna. Dresden (Sammlung Friedrich 
August II.) Certainly by the same hand as No. 11. 


13.—SATYR OFFERING A CHILD A BUNCH OF GRAPES. P. 7—N. 5. 
5S 7 / TY: 
Dresden (Sammlung Friedrich August II.). 


G. 
ETCHING NOT KNOWN TO THE COMPILER. 
14.—LANDSCAPE WITH ADAM AND Eve. P.8. 


Cited by Passavant from Catalogue of Collection of Ch. 
van Hulthem, of Ghent, 1846, No. 527. 


D. 


ETCHINGS REJECTED BY THE COMPILER. 


15.—Ienis. 75125 mm. 
Dresden. Another once in the Scheikevitch collection. 
See Gazette des Beaux Arts, 1901, p. 486, Valentiner, Kunst- 
chrontk, Neue Folge XIX. 118, and Dodgson, Kunstchronik, 
Nie x TAS 288. 
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16.—Topias AND THE ANGEL. Upright Plate. P.5.—N. 3. 


Plate, 162 104mm.; subject, 150 x 96mm. 

They walk towards |. in a forest, Tobias carrying the fish 
on a stick over his 1. shoulder. I.—Before lettering. 
II.—Elsheimer pin in lower r. 

Placed with prints after Elsheimer in the British Museum. 


17.—ToBIAS AND THE ANGEL. P. 6. Plate, 92x126mm.; 


subject, 74 x 113mm. 


In the lower margin: Variae Icones Secundum Picturas 


Italoru Artificum Amstelodami impressae apud F. de Witt. 
Elsheimer pin. 


Placed with prints after Elsheimer in the British Museum. 
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THE LITHOGRAPHS OF SARGENT 


By ALBERT BELLEROCHE 


We@_k. BELLEROCHE, of Rustington, Sussex, 
e748 an artist of British birth and nationality, 
s who formerly lived much in Paris, is himself, 

2“ as our readers may be aware, one of the best 
re masters of the art of lithography. Though it 
was evidently Frederick Goulding who first induced Mr. 
Sargent to use the lithographic crayon, no one was more 
closely associated than Mr. Belleroche with the few 
later experiments made by the great portrait painter 
in this medium, and no one can speak with more authority 
about their history. I have had some difficulty in 
overriding the objections raised by his modesty to this 
act of authorship, and in obtaining his permission to 
reproduce as frontispiece to the article an interesting 
sketch by himself of Sargent in his early Paris days, 
drawn in 1883. It is appropriate to the reminiscences 
of those days which Mr. Belleroche has been good 
enough to add to the story of the lithographs them- 
selves. For permission to reproduce these we are 
indebted to the artist’s sisters, Miss Sargent and Mrs. 
Ormond. For the benefit of readers I may refer to 
another very interesting article on Sargent in early 
days, written by Mr. Hamilton Minchin in The 
Contemporary Review, June 1925. 





THE EDITOR; 
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HE lithographs of John Sargent are so scarce that, 

despite his great reputation, they are only known 
to a few artists and must certainly be quite unknown 
to the average public. 

I have no doubt that when Sargent worked for the 
first time with the intention of doing a lithograph, it 
was only after he had been persuaded to do so by one 
of his friends. He would do it then with his habitual 
good humour, and after having asked a few questions, 
he would set to work on a medium unknown to him 
and full of surprises and imprévu. Yet in spite of the 
difficulty he would find in using a greasy and sticky black 
chalk, it is astonishing to find in these lithographs the 
boldness and sureness of touch which is so characteristic 
in Sargent’s drawings and places him at the very top 
of the draughtsmen of his time. 

It was some time in the year 1882, at an annual dinner 
offered to Carolus Duran by his pupils, that I met 
Sargent for the first time. I had only been a few days 
at Carolus Duran’s studio, and I hardly knew any of 
the students, but I had been told Sargent would be 
there, and Paris was full at the time of his successes at 
the Salon. He had just been awarded a second class 
medal with his El Jaleo and La Jeune Fille a la Rose, 
this being the highest distinction given to a foreigner 
at the Salon. 

Some time after a friend took me to dinner at the 
Restaurant l’Avenue. Here I found Sargent sketching 
in a large album and surrounded by artists. I believe 
Helleu was posing for Sargent that evening. After the 
sitting was over and everyone had admired Sargent’s 
portrait of Hellcu, the album was brought back by the 
waiter of the establishment to Mademoiselle Fannie, 
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Pl. I—J. S. SARGENT, R.A. Stupy. 1895 


Size of the original lithograph 113 x 83 inches 
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the cashier who was the lucky possessor of this album. 
I soon discovered that this sketch-book was full of 
portraits, fragments of hands, etc., by various artists, 
but was in reality called ‘‘l’album Sargent,’’ for the draw- 
ings were mostly done by him. One will easily under- 
stand that this little café had a great attraction for 
me, and therefore will not be surprised that the week 
after I found myself in the midst of the little group, 
and also saw one or two portraits of myself by Sargent 
in Mlle. Fannie’s album. I soon became very friendly 
with Sargent and Helleu, and one day when we were 
dining together, Sargent suddenly proposed that we 
should all go to Haarlem to see the Frans Hals together, 
and by so doing avoid the 14th Julyin Paris. This little 
trip lasted three days, and we came back enchanted. 

Sargent soon after left his studio at Notre Dame des 
Champs and took another at Bd. Berthier, where he 
finished the portrait of Madame Gautreau. Amongst 
the other pictures which Sargent painted in this new 
studio, I will mention a three-quarter life-size portrait 
of a young man in a Florentine costume. This picture 
which was originally intended to represent an Italian 
gentleman holding a large double-handed sword, was 
finally cut dswn to the bust and the theatrical accoutre- 
ments removed. Sargent considered this portrait one 
of his best studies, for he had it photographed with 
the intention of allowing it to appear in Mrs. Meynell’s 
work. With the exception of the portrait of Madame 
Gautreau, I do not believe that Sargent ever had so 
many sittings as for this portrait. 

He did not stay long in this new studio, for the much 
discussed portrait of Madame Gautreau seemed to have 
caused some uneasiness in the mind of Carolus Duran, 


34 


and the growing fame of his former pupil gave him 
cause for some anxiety. Sargent was aware of this, 
and no doubt it influenced him in his resolution to 
come to England. When I went to see my mother in 
London, I never failed to go and see him. 

He was always very affable to me and he would 
ask me to make use of his studio. On one of these 
occasions I showed him some lithographs I had done, 
and he seemed interested, especially in the dark proofs. 
He told me that he had done one or two lithographs, 
and he showed me a draped study of a man seated 
Pimelieanageas  teseemed struck by the fine velvety 
Pop eeemeaides You can have it if you like.” He 
showed me another hthograph of the same model 
(Pl. 2). These two lithographs, with the portrait of 
Professor William Rothenstein, which he showed me 
a little time after (Pl. 3), were the only lithographs of 
Sargent I had seen. 

I was at the time thinking, with one or two artists, 
of forming a society on the same lines as the Société des 
Peintres-Lithographes in France, and we had one or 
two meetings at a friend’s studio in King’s Road. I 
immediately thought how Sargent’s name would be a 
help to us in our efforts to revive an interest in litho- 
graphy. From that time I did everything in my power 
to induce him to take to this art and, strange to say, 
it was partly my fault that Sargent did not leave behind 
him the most interesting collection of lithographic 
drawings that had ever been produced. I had taken 
a small house for the summer in the Forest of Villiers- 
Cotterets. One day I received a letter from Sargent 
asking me if I would go with him to Palestine as his 
guest. We should travel partly on horseback and 
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Pl. III.—J. S. SARGENT, R.A. Witiiam RoTHENSTEIN 
Size of the original lithograph 19 x 15 inches 
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sleep in tents. He also wrote that, in case sl should 
have any scruples, he would ask me to paint him a 
picture. I was delighted, and immediately ordered a 
quantity of paints, chalks, lithographic papers, etc., 
in readiness for this expedition, and I thought to myself 
how our friendship would increase by this long journey. 
However, I did not cherish these thoughts long, for I 
soon realised that a journey like this with Sargent 
might influence me in my art and affect my individual 
expression, and however tempting it was I could not 
decide to go. I wrote to Sargent that I was sorry but 
I could not come, for I was finishing a picture which 
I intended to send to the Salon d’Automne. 

When we met again, about three months later, he 
told me it was a pity I had not gone with him and he 
showed me all the interesting pictures and sketches he 
had brought back. One day, when I went to see him 
at Tite Street, I asked him if he would do my portrait 
in lithography. This portrait would very likely be 
reproduced in the ‘‘ Gazette des Beaux-Arts,” with an 
article on myself by Roger Marx. “‘ Why not let me 
do a charcoal ?’’ he said. “I have been doing several 
lately.’ I told him that I knew it and that I had just 
seen a very fine one of Princess Paul Troubetzkoi in 
Paris, but that I should prefer a lithograph. As I had 
no lithographic paper with me, I bought a few sheets 
of stout drawing paper slightly sized, and had these 
prepared with the composition which is generally used 
for ‘“Scotch’’ transfer paper. I had used this paper 
on several occasions, but there was a drawback to it, 
as it was not intended for drawing. It was usually 
folded while wet and hung on racks, the consequence 
being that a large crease was made across the middle of 
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the: paper. However, I gave special instructions that 
the sheets should be hung by means of two pegs and 
dried in the same manner. It was on this paper that 
Sargent made his lithograph (Pl. 4). Soon after I sent 
him some proofs when I was in Paris. He seemed very 
pleased with them, for he immediately asked me for 
some more, and wrote: ‘‘ Why do you not come and 
live in England, I would do lots of these?” I sent 
him twelve more proofs on a yellow paper. As far as 
I can remember there should be about twenty-five 
impressions of this lithograph. A little time after we 
arranged to do a lithograph together with a well-known 
model who had sat for Sargent before for his large 
decorations (Pl. 6). I printed only two of this litho- 
eraph of his and sent him a proof on stout pink paper. 
I also printed another lithograph of Sargent’s, a 
three-quarter head (Pl. 6), and I do not recollect 
having sent him a copy of this one; if so, there are only 
two in existence. Sargent’s lithographic drawings are 
different from other lithographs, and I think this must 
be accounted for by his. great knowledge of draughts- 
manship, and also by his total ignorance of the little 
tricky secrets which are so familiar to most litho- 
eraphers; and yet in the Young Man Seated he ob- 
tains some light by simply reserving the white of the paper 
without trace of scraping and in looking at this litho- 
graph one cannot help thinking of his fine water-colours. 
The study of a female head, slightly larger than life- 
size, shows a sculptural and decorative conception 
obtained with a few strokes in which he shows his 
wonderful science of draughtsmanship. 

I regret that these lithographs of Sargent were done 
on transfer paper and not direct on the stone, for a 
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Pl. V.—J. S. SARGENT, R.A. Heap or A. BELLEROCHE 
Size of the original lithograph 9 x 6} inches 
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drawing on paper cannot have the same brightness 
and delicacy of tone as one made on a stone. The 
dark lines generally get darker and the faint lines have 
a tendency to disappear. 

Although Sargent spent most of his life in England, 
it does not appear that he was at any time influenced 
by the English school, whereas British artists have 
derived much from Sargent’s long stay amongst them. 
If he had no pupils, he has had many imitators, and 
yet none of these would claim him as their master. 
Most of these artists, I am sorry to say, were only 
fascinated by Sargent’s great skill, and they did not 
realise for one moment that Sargent’s boldness and his 
masterly brush strokes were only the outcome of a 
great gift—I may say unique to him—of a wonderful 
rapidity of vision by which he could throw his work on 
the canvas in a very short time, which enabled him to 
finish his work quickly without losing the freshness of 
his first impression. Sargent was a good friend to 
those he hiked and his coming to England at the right 
time has certainly hastened the celebrity of a younger 
generation of artists who had not yet seen their way 
to be hung at the Academy. 

When I went to see him, he would ask me news about 
Paris and would take me to his next-door neighbour 
after having told me that Wilson Steer’s pictures were very 
pretty in colour, or he would drag me in a hansom to 
King’s Road to see an exhibition of Augustus John’s 
drawings. Or again, he would say, “ Do you know Will 
kothenstein ? He has studied in Paris. I promised 
to go and see him ; he wants to show me some prints: 
Come and see him with me.” 

With the exception of Helleu, who remained Sargent’s 
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Pl. VI.—J. S. SARGENT, R.A. Heap of a Younc Woman 


Size of the original lithograph 221 x 15 inches 
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best: friend to the end, Paris had no great attraction 
for him. He used to pass through when he was going 
south, and I believe the longest stay he made in Paris 
since he left it, was when he painted a portrait of Mr. 
Read in my studio; this was, I believe, in 1891. 

Sargent has left behind many friends and admirers 
in England, and I have no doubt that every little detail 
of his life in the country of his adoption will be noted 
in the book which I understand will soon be published, 
but friends of Sargent’s early period are now few, and 
therefore I am glad of the opportunity to trace back a 
page of his early days in Paris and to relate a few 
reminiscences of a personal friendship with Sargent 
when, although in full possession of his genius, he was 
still a modest admirer of Carolus Duran, and unaware 
of the fame that awaited him in England. 


CATALOGUE OF THE LITHOGRAPHS OF 
J. S. SARGENT, R.A. 


By CAMPBELL DODGSON. 


Only six lithographs by Sargent are known to exist ; all were 
drawn on transfer paper, and not direct on the stone. <A proof 
of every lithograph is in the British Museum owing to the 
generosity of Mr. Belleroche and three other donors. 

All the subjects being reproduced as illustrations to Mr. 
Belleroche’s article, no description is required. The dimensions, 
where there is no border line, are those of the extreme lhmits 
of the drawing. 


1.—Stupy oF A YouNG MAN (SEATED). 1895. 

Signed in upper left corner J. S. Sargent, followed, appar- 
ently, by an illegible date, presumably 1895. 113x 83. 

Drawn at the instigation of Frederick Goulding, and in 
cluded, under the title ‘‘ Study,”’ in a collection of lithographs 
by numerous painters, most of whom had never tried litho- 
graphy before, which was arranged by Goulding in Paris 
in the autumn of 1905 and afterwards at Mr. Robert 
Dunthorne’s gallery in November of that year. The history 
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of that enterprise is related in Mr. Martin WHardie’s 
“ Frederick Goulding’”’ (1910), chapter VI. This is the only 
lithograph by Sargent, except No. 4, of which any con- 
siderable edition was printed. 


2.—StupDy oF A YouNG Man (DRawinc). 1895. 
Signed near upper left corner John S. Sargent. 11$x 173. 
Evidently drawn on the same occasion as No. I. 


3.—WILLIAM ROTHENSTEIN. 1897. 

Not signed. 19.15. 

Professor Rothenstein wrote to me on August 3lst, 1925 : 
“ Sargent made his lithograph of myself in 1897. I don’t 
think there were more than six or eight printed, but I may 
be wrong.. I had three copies, one of which is signed and 
dedicated ; one I gave to my father, which my brother 
Albert now possesses ; [and one to the British Museum.— 
C. D.] Sargent, I remember, gave a copy to Helleu, who 
liked the drawing. It was made in my old studio in Chelsea.”’ 


4.—ALBERT BELLEROCHE. 1905. 
Inscribed ‘‘ To my friend Albert Belleroche. John S. Sargent. 
1905." 208 x 154. 

Two states. I.—With additional crayon strokes at the 
foot, to left and right, outside the limits of the drawing. 
II.—The additional strokes effaced.’ About twenty-five 
impressions (see page 39). 


5.—ALBERT BELLEROCHE (HEAD ONLY). 
Not signed. 9x6}. Only two impressions. 


6.—HEAD OF A YOUNG WOMAN. 
Not signed. 224%x15.. Only two impressions. 
Drawn from Miss Beatrice Stewart, a model who sat in 
Chelsea for Mr. Augustus John, A.R.A., as well as Sargent. 
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LIGHT DRAGOONS. By J. A. Atkinson. 1807 


Size of the original aquatint 84 x 62 inches 
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MILITARY PRINTS 


By COLONEL C. DE W. CROOKSHANK, M.P. 


HIS MAJESTY’S BODY GUARD 


ILITARY prints, as such, have not received 
H much attention from writers; in fact, those 
1} depicting naval and other historical occur- 
1 rences have also suffered nearly as much from 
the curious neglect noticeable in Great Britain to form 
collections or record pictorially events connected with 
the history of an Empire which is probably more worthy 
of attention in that direction than any other has been. 

Personally, I was tempted to form a collection of 
prints of British Military Operations as a member of a 
family which has served continuously in the Army since 
the end of the eighteenth century, and also in an en- 
deavour to foster interest in the military records of our 
Empire in the way that the wonderful collections do 
in Paris and other parts of the Continent. 

The Royal United Service Institution, working under 
considerable difficulty owing to shortage of funds and 
accommodation, has accumulated an extraordinarily 
interesting collection of objects of all kinds connected 
with the Services. But even after a great deal of personal 
experience and research I found it extremely difficult 
to trace prints dealing with the campaigns of the Army 
in the British Museum and other collections, except 
those classified under Artists and Engravers, and even 
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then the collection is meagre, so that I trust I may be 
forgiven for being justifiably proud of the fact that my 
collection of battle subjects is probably the most com- 
plete one in existence, as, with few exceptions, I possess 
all those referred to in my book “ Prints of British 
Military Operations, 1066 to 1868,”"" published by 
Adlard & Son & West Newman in 1921. I was tempted 
to produce this book, as the only one of a similar nature, 
namely, ‘ British Military Prints,” by Mr. Ralph 
Nevill, deals with the subject generally, while devoting 
most attention to the costumes of the various periods. 
Consequently, I am much indebted to the Editor of 
the Print CoLLECTOR’S QUARTERLY for an invitation 
to compile this article, which I trust will have the efiect 
of stimulating the interest of the public and producing 
the desire for a national collection in our Empire which 
has been built up so much by the prowess of its sons 
and the devotion of its daughters. 

Most of the prints of battle subjects are in line, 
stipple or aquatint, but unfortunately few possess much 
artistic merit, having been usually compiled from 
sketches made in the field, and it is regrettable to find 
that we have so few victories recorded in pictures by 
celebrated artists and possess no collections to compare 
with those at Versailles and elsewhere abroad. Accuracy 
has naturally suffered in consequence, and it is difficult 
to locate any particular period or incident during a 
battle in most of the representations ; but, at the same 
time, they are of great interest to the regiments, units 
and individuals who participated in the operations, and 
depict with sufficient accuracy the scenes, costumes and 
conditions prevailing at the period concerned. 

We possess no works of the quality of Sargent’s 


50 


sayour O€ K OF SuUIALISUa DUTT [VUISIIO 9Y} JO 9ZIS 


86L] “TinawKaay, *] z6ye waTIAY] *D “f 4q “CAL THH SYAXANAG JO ATLLVA AHL 





“Portraits des grands hommes, femmes illustres et 
sujets mémorables de France . . .” illustrating events 
fromthe earliest days in brilliant aquatint plates by 
the best French artists of the latter part of the eighteenth 
century, while the magnificent works on Louis XIV.'s 
wars in the seventeenth century and the “‘ Temple de 
la Gloire’? by General Jubé surpass any of our cor- 
responding publications of that period. In fairness to 
ourselves, however, books like ‘“‘ The Martial Achieve- 
ments of Great Britain and her Allies from 1799 to 
1815,” with 51 aquatints in colour by J. Jenkins, pub- 
lished in 1816, and the “Wars of Wellington,” by W. 
Combe (‘‘ Dr. Syntax ’’), with 30 aquatints by Heath, 
published in 1819, possess considerable artistic merit. 
Again ‘‘ Naval and Military Exploits ” by Jehoshaphat 
Aspin contains 35 very fine miniature aquatints in 
colour in 2hin. circles; selections from which are also 
found in copper medallion boxes bearing portraits ot 
Wellington and Nelson, issued by Edward Orme. 

In my opinion, some of the rough copper-plates, 
published in many cases within a month or two of an 
action, are the most interesting ; these were probably 
made up in ‘“‘ Fleet Street’ as soon as the bearer of 
the despatches reached home from the front, and though 
they may rank with the rough coloured depictions of 
Lord Mayors’ Shows, they convey the interest of the 
moment at a time when news travelled slowly, when 
conditions were less well-known and prolific issues of 
illustrated papers did not exist. They were undoubtedly 
objects of vast interest and pride to the families of those 
who were serving at the time, but, as their artistic merit 
and accuracy were not ofa very high quality, few were 
kept and they are accordingly very scarce. I am glad 
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to have found that some of them have been most useful 
to writers of regimental histories, as in most of these 
rough plates the Regimental number appears on the 
Colours of the battalions engaged. 

In 1819 the Society of Antiquaries published a series 
of aquatints of the Bayeux tapestry, which reproduces 
this wonderful piece of almost contemporary needlework 
depicting the preparation for and the invasion of this 
country by the Normans which led to such momentous 
consequences in 1066. But for prints dealing with opera- 
tions in the twelfth, thirteenth and fourteenth centuries, 
one is dependent on reproductions of the illuminations 
in Froissart’s Chronicles, and in the fifteenth century 
on those in the Chronicles of Monstrelet, except for a 
few line engravings and mezzotints of a somewhat 
insignificant nature done from pictures of a much later 
date. The engravings published in 1788 by the same 
society of Henry the Eighth’s operations in connection 
with the siege of Boulogne in 1544 are worthy of notice 
as they show in great detail the operations, parks of 
guns in action, the Royal and other camps, with sutlers 
and other details of the life of an army in the field in 
those days. 

The first contemporary engravings of battles in which 
British troops were engaged are those of the Netherlands 
War of Independence, which commenced in 1972, when 
the Dutch and other artists accompanied the troops, 
and numerous etchings portraying the operations were 
produced. The most noticeable of these is a very large 
plate 474in. by 55in., by J. Callot, published in Paris, 
of the siege of Breda in 1637, which it is quite impossible 
to reproduce, but it gives the most comprehensive details 
of military operations and, at the same time, possesses 
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SUTTLING BOOTH, Drawn and etched by J. A. ATKINSON and aquatinted by J. Hitt. 1808 


Size of the original aquatint 8$ = 6} inches 
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great artistic merit. Dutch artists also accompanied 
William III. in his campaigns in Ireland from 1689 to 
1691, and an etching of some quality exists of the siege 
of Londonderri (reproduced in this issue), and is inter- 
esting as the faker is disclosed at this period by this 
plate having been altered to the siege of Athlone by 
removing the sea with shipping in the distance and sub- 
stituting camps and land concentrations in its place. 
Plates much sought after are those of campaigns in the 
eighteenth century and later in the western hemisphere, 
particularly in North America and Canada, but they 
are usually of poor quality, being rough line engravings 
to which body colour was often added. 

It was not until the Napoleonic wars that aquatints, 
stipples and mezzotints, of operations and of any quality, 
appeared, when a great many plates of considerable 
merit were produced. The publications were most 
prolific at this period, and varied in size and quality 
from the very small fine aquatints in Aspin’s “ Naval 
and Military Exploits”’ to fine, large plates like those 
of The Battle of the Pyrenees, by Moses and Lewis 
after J. M. Wright and the somewhat rough. production 
of Waterloo, by Fry and Sutherland after Heath, 
also some large roughly tinted lithographs. From this 
period on, the quality fell away as’ did engraving -all 
round, though a few fairly good plates of Indian Cam- 
paigns were done by J. Harris after H. Martens, in 
- 1845. 

It is desirable accordingly to deal briefly with a 
few of the prints of military actions which, in my 
opinion, are the most artistic as well as the most inter- 
esting historically. I will do so generally in chrono- 
logical order, and some of the most representative are 
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ARTILLEUR ET CHASSEUR ANGLAIS. By P. Desucourr after Cu. VERNET 


Size of the original aquatint 12? x 9? inches 
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reproduced to illustrate the various periods up to the 
time when photography and process work came into 
general use. 

The well-known mezzotint of Sir Geoffrey Amherst, by 
Watson after Reynolds, shows troops navigating the 
rapids in the background and commemorates the opera- 
tions near Montreal in 1760, while The Battle of Bunker's 
Hill on June 17th, 1755, is depicted in a very fine en- 
graving by J. G. Muller after J. Trumbull, as is Ihe 
Death of General Montgomery at Quebec on December 
3lst in the same year, by J. F. Clemens after the same 
artist. A very fine stipple, which when met with in 
colours is superb though the subject is a sad one, is 
that of The Burial of General Fraser at Saratoga on 
October 7th, 1777, by W. Nutter after D. Graham 
(both of whom are well-known in many fine prints 
of the period), while some of the many prints of 
The Siege and Relief of Gibraltar, by W. Sharp after 
various artists are fine, though possibly somewhat 
fanciful in composition. 

Another fine and very spirited stipple is that of The 
Landing of British Troops in Egypt on March 8th, 
1801, by Schiavonetti after P. J. de Loutherbourg ; this 
is a very beautiful piece of work and extremely inter- 
esting both from a naval and a military point of view, as 
it shows the operations in detail and also the attacks by 
‘the French cavalry on the British infantry after landing 
from the boats. The subsequent operations of The 
Battle of Alexandria on March 21st appear in a good 
many plates, and that by Anthony Cardon after the 
same artist is a companion to The Landing, but the 
most interesting and probably the most accurate repre- 
sentation of that battle is to be found in an aquatint of 
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great quality, by J. Mitan and C. Turner after Lieu- 
tenant Willermin, of the Royal Staff Corps. Turner's 
share in this plate accounts for the quality and the 
aquatinting which closely resembles the French work of 
that period. Another fine stipple by Cardon after de 
Loutherbourg, is that of The Battle of Maida, July 
4th, 1806, a large plate of very fine composition and 
execution, showing a great number of troops. A> 
scarce and striking plate, when in colours, is that of The 
Storming of Monte Video, by Clarke and Dubourg 
after Lieut. G. Robinson, Royal Marines; and the 
Peninsular War is commemorated by a very large 
number of good aquatints of all sizes. The best of 
these are The Battle of the Pyrenees, previously 
referred to, and its companion plate Vittoria, by Moses 
and Lewis after J. M. Wright, and a set of twelve 
aquatints by C. Turner after Major T. St. Clair, which 
has the advantage of Turner’s work from accurate and 
artistic water-colour drawings taken on the spot depict- 
ing the troops on the march, in camp, and in certain 
battles. 

Another series exists of battles in the Peninsular War, 
which is scarce and striking but not of much artistic merit, 
by T. Sutherland after W. Heath; but there is little 
quality unfortunately when we get to the Campaign of 
Waterloo as the period is somewhat late for the best 
work. A set of eight small aquatints, illustrating Walter 
Scott’s poem ‘‘ The Field of Waterloo,” by M. Dubourg 
after J. H. Clarke, is worthy of notice, however, the 
quality being good; and a fine set of twelve aquatints 
was published in 1821 by R. Havell of views in the 
Ionian Islands, by Joseph Cartwright. The colour of 
these is brilliant, but the composition is somewhat hard. 
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THE SOLDIERS RETURN. By W. Warp after F. WHEATLEY. 1787 


Size of the original mezzotint 18} X I4 inches 
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Turning to costumes, the engravings are chiefly inter- 
esting owing to their appeal to the regiments concerned, 
but, on the whole, their artistic merit was not high. I 
presume most were issued in the first instance as fashion 
plates, except some of the early ones, by I. Dayes and 
J. A. Atkinson. The latter produced many extremely 
artistic aquatints, of which a few are of individual 
regiments, but most are of incidents, such as troops on 
the march, in billets, etc. This artist is also represented 
effectively in a rare aquatint, The Battle of Salamanca, 
by G. Lewis. A fine set of lithographs by M. Gauci 
after E. Hull, exists of costumes of the British Army 
in 1828, also a large number of coloured plates by H. 
Martens of Regiments and incidents from 1850 onwards. 

Caricatures of military subjects were prolifically 
issued, and I would refer readers to those by G. Cruik- 
shank, who also published a fine plate of Waterloo for 
‘““ Mudford’s History ’’ and of the battles in Europe for 
the ‘‘ Life of Napoleon,” by W. H. Ireland. Other 
well-known caricaturists were Kowlandson, Gillray, 
Bunbury and W. Dighton. 

This brings one to the decorative prints in which 
military figures appear, and these are usually very 
scarce, particularly those by the well-known engravers, 
and such works are of considerable value. G. Morland 
produced the most important plates in this category, 
and of these, certainly the one that calls for most 
attention is Temptation, an extremely fine plate of the 
highest quality, engraved by W. Humphrey; this is 
very scarce in any state and only two are believed to 
exist printed in colours; it was reprinted at a later 
date, and even copies of these areeecarcempy es 
quality is poor. Other well-known plates after Morland 
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are The Billeted Soldier and Changing Quarters, by J. Hogg 
and G. Graham, also a pair of ovals of The Soldier's 
Return and The Departure, by G. Graham, and The 
Deserter series, a fine set of large mezzotints by G. 
Keating ; while the more domestic subjects of Children 
Playing Soldiers, by Keating, and the representation 
of the Trooper of the Blues in St. James’s Park, by 
Soiron, and Selling Cherries, by Bell, are well known. 
To J. Rk. Smith may be credited two very pretty plates, 
viz., The Soldier’s Farewell and the Tobacco Box ; while 
Wheatley is best represented in a well-known pair of 
mezzotints of Lhe Encampment at Brighton and The 
Departure from Brighton, by Murphy. These are very | 
scarce, particularly when printed in colours, and are 
pleasing representations of the 14th Light Dragoons 
(to judge by the colours of the facings) in camp and 
breaking camp on the Downs near Brighton, and 
introduce villagers and country transport in pretty 
groups. A pretty pair of mezzotints were engraved by 
Ward of Wheatley’s pictures The Soldier’s Return and 
The Sailor’s Return, which are very attractive when in 
colours, and some other smaller plates after him also 
exist. 

A very rare plate in colours is that of His Majesty 
George III. reviewing His Troops on Blackheath, by 
Pollard after W. Mason. The aquatinting in this 
resembles the French work of the period and the quality 
is very fine, while the details of the figures in the fore- 
ground form a very interesting record of the costumes 
of all classes of the period ; George III. is seen in the 
distance joining the troops on parade. 

An extremely pretty little stipple is that known as 
The Young Recruit, by F. Nugent after M. A. Shee, 
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which represents a child carrying a toy gun and wearing 
a Dragoon helmet, said to be the Lord Althorp of that 
time, and was issued as a private plate. 

Another rare plate of general interest is the Promenade 
in St. James’s Park, by Soiron after Edward Dayes, 
aquatinted somewhat in the French style and which 
gives a very beautiful and interesting representation 
of the costumes at the time of its publication in 1790.* 
An effective print in colours is that of The Soldier's 
Widow, by Dunkarton after Bigg, but the composition 
and drawing are not as good as that of its companion 
plate The Sailor's Orphans. 

A charming pair of ovals in colours are Love and Hope 
and Love and Jealousy by Knight after Bunbury, also 
a circle Love and Honour by Bartolozzi after the same 
artist ; this has also been published in miniature, in 
which form it is very attractive. A pair of scarce and 
and rather amusing aquatints by Rowlandson, known 
as Army and Navy depict representatives of the Services, 
with wooden legs and various wounds, going over their 
battles again and are rendered in the inimitable way 
for which that artist is celebrated. A I*teld-day in 
Hyde Park and Scene on the Road from London to 
Portsmouth are also rare and fine examples of his work. 

The Duke of York, by Dickinson after Hoppner, is a 
striking plate in colours and represents His Royal 
Highness in the uniform of the Coldstream Guards at 
the picturesque period when the gorget was still in use. 
Ward is best known in two mezzotints, The Recruit 
and The Wounded Soldier, of which the quality is good 
but the treatment of the first subject is not pleasing. 

1 Vide Print COLLECTOR’S QUARTERLY, Vol. XII., No. 4, December 1925, 
Pp. 387. 
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I cannot close this article without referring to the 
representation of military incidents on pottery by 
transfers from copper plates; these appear chiefly on 
jugs and mugs and occasionally on plaques, and, though 
rare, the subject mostly met with is The Death of General 
Wolfe, taken from West’s well-known picture ; while 
the portraits of distinguished commanders, like General 
Elhot, Lord Cornwallis, and the Duke of York are also 
to be found. I have in my collection on a plaque and 
a jug a representation of The Battie of Bony Bridge, 
showing Light Dragoons rounding up rebels in an action 
during the Irish Rebellion of 1798; this, however, is 
not in transfer but is moulded on the ware after a small, 
very rare lithograph of the period. 
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Sees BLAMPIED was born on March 
| BY 





é OT 30th, 1886, in St. Martin’s parish, Jersey. 
K Rey His father was a farmer, who died a few 


@ayemetore the birth of his son. All of 
Blampied’s childhood was spent in the country and 
upon the farm; until he was fourteen years of age he 
had scarcely even seen a town. He worked on the land 
with the Jersey peasants, and with the Norman and 
Breton labourers who crossed over to dig potatoes, 
and came to know them intimately, in all phases of 
their lives. Ele had, above all, at that early age, a 
passion for horses. © 

When he was fifteen years old, Miss Klintz, a French 
Alsatian lady, who kept an Art School at St. Heliers, 
saw some of his drawings and offered to give him lessons, 
an offer that was gladly accepted. “I learnt more 
from her than from anyone else,” he says. In 1903 he 
came to London and joined the Lambeth Art School. 
But funds at home were not plentiful, and he was soon 
told that unless he got a scholarship in his second year, 
there would be nothing for it but to return to Jersey 
and take up some country work—carpentering, or farm- 
labouring. Fortunately, the scholarship was gained. 

Blampied’s early experiences form a curious parallel 
with those of Zorn. When the Swedish artist came 
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back from studying at Stockholm, his funds were 
exhausted, and there appeared to be nothing for it but 
to take up some other sort of work. His mother set 
about to make the necessary arrangements for ap- 
prenticing him to a tailor. But Zorn pleaded for a 
little more time, went on with his studies with what 
little cash he could borrow, and came back a year later 
to meet with reproaches that he had not taken to 
tailoring. ‘‘ Why,” said his mother, “ you would now 
have been making five shillings a week!’ Success, 
however, was waiting behind the door. He went to 
England and America, and never looked back; at the 
time of his death he was one of the wealthiest men in 
Sweden. 

Saved from a life of work in the fields, Blampied’s 
first commercial and artistic success was with the 
“Daily Chronicle,’ for which he made black-and-white 
drawings, studying, while thus employed, at the London 
County Council Art School in Bolt Court. Here he 
learnt the technique of etching from Mr. Walter Sey- 
mour, and early in 1914 he was introduced to Messrs. 
Brown & Phillips of the Leicester Galleries, who ac- 
cepted his first etchings. 

For different reasons—among them the War—the 
etchings were not published until 1919, although a few 
had been exhibited in public before that date. 

The two prints which attracted most attention in 
the first published set, were the etching, Driving Home 
in the Rain, and the drypoint, An Argument. The first 
of these (reproduced) speaks for itself, and in none of his 
etchings has Blampied been more successful. An 
Argument shows three peasants seated, arguing, at a 
table ; it is an excellent piece of work ; clean, pure in 
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EDMUND BLAMPIED. Cer Drinkers. No. 63. 1925 
Size of the original drypoint 10} x 84 inches 
By permission of The Leicester Galleries and L. H. Lefevre & Son 
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line, with a fine drypoint quality. It was done under 
difficulties by the artist while serving in the Army. 
Having a copper plate, but no etching materials, he 
sharpened an old six-inch nail, and with this primitive 
instrument An Argument was completed, the plate sent 
to London, and a proof pulled. 

Another fine early etching is Loading Seaweed, “‘ done,” 
says the artist, ““ when I had only just started, and knew 
nothing of the technique of etching.” The Spaniards 
have a proverb, Al hombre osado, la fortuna le da la 
mano (To the bold man, Fortune gives her hand), and 
we may certainly apply it to the maker of this etching. 
Never was boldness better justified by results. There 
is such largeness in the composition, such perfection 
in the technical accomplishment, that it seems almost 
impossible that it should have been merely a tentative 
effort. 

It will appear strange to most people that these very 
early plates must nevertheless be ranked with the best 
of Blampied’s work; perhaps, after all, the etcher, 
like the poet, is born, and not made; but it is at least 
certain that he does not spring into being, fully grown 
and equipped, like Pallas from the brow of Zeus. These 
early successes represent years of patient study and 
observation ; hours of tentative efforts, torn up and 
destroyed ; days of disappointment, of errors corrected, 
of drawings repeated, of all, in fact, that Rossetti 
meant by his expression, “‘ fundamental brainwork.”’ 

There are notshort cuts to success in art. A thorough 
knowledge of one’s subject, and capacity to express what 
one sees, are two of the essentials. Derivation of some 
sort there must be; no artist was ever wholly original ; 
there is no place for a Melchisedec in the esthetic world 
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of to-day. It is a curious fact that every artist seems 
to think that he loses in dignity, 1f 1t be supposed that 
he is in any way influenced by another of the craft, 
although the whole history of art equally certainly 
shows that there is no artist who does not owe at least 
some portion of his achievement to the work of his 
predecessors. 

Shakespeare, after all, adopted the form he fone 
ready for him; it is true that his plays are better 
than the plays of Beaumont and Fletcher, just as 
Beethoven’s symphonies are better than the symphonies 
of Haydn, but they are in the same form. Each had 
inspiration, and each had the technique necessary to 
translate it, the one without the other being worthless ; 
the difference is only one of degree. It is recorded 
that Blake, looking at a sketch by Constable, exclaimed 
“Why, this is not drawing, but inspiration!” to 
which Constable dryly replied, “ I meant it for drawing.” 

To get into the skin of your subject—to concentrate 
upon it until it has no secrets left, that is the true solu- 
tion. 

Young Blampied, walking for hours beside a horse, 
watching and memorising all its actions and movements ; 
doing this for years before he ever had a pencil in his 
hand ; associating day after day with the island peasants, 
both in their hours of work and of relaxation, laid the 
foundation of the wonderful success of so many of his 
plates. 

To do what you know is good: to do what you know 
better than anyone else, is better still. Even in these 
iconoclastic days it is possible that there is too much 
respect shown for tradition and Academic authority, 
at least among the general public. It has been recently 
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written, that one has only to assert, continually and 
systematically, that what is dead and worthless in art 
is full of life and significance, and someone will at 
last come to believe that it has significance and value. 
It is a dismal and heart-breaking creed; and I think 
that most of us will rather prefer to cry with the mob 
in Esdras “ Magna est veritas, et prevalebit.’ In the 
end, Academicism and formality are bound to die. We 
all remember the story of Constable (was it not ?) and 
his sketch for a picture, which Sir George Beaumont, 
the dilettante and critic of his day, saw upon the easel. 
‘“ But where are you going to put your brown tree ? ”’ 
he asked. No landscape, in those days, and in the eyes 
of the critics, was possible without a brown tree in the 
foreground. Well—we are at least past all possibility 
of that nowadays. 

There is no formality about Blampied’s work. It not 
only opens out a new subject field, but it treats the 
subjects in a way in which they have never been treated 
before. No one who saw, for the first time, proofs of 
Loading Seaweed, Gathering Turnips, Driving Home in 
the Rain, and An Argument, to mention a few of the 
early prints, could doubt that an etcher with something 
new to say, expressed in a new way, had arisen. 

Among this first published set of 1919 there is another 
dry-point, Weary, the picture of an old carthorse, after 
its day’s work is ended, heavily dragging its way stable- 
wards, with hanging head, which is one of the out- 
standing prints; as is Fives, again a horse, angrily 
kicking, and shaking its head, in the vain endeavour 
to get rid of its tormentors. Loading Seaweed and 
Gathering Turnips, an etching and a drypoint respec- 
tively, have both the same bigness of composition, the 
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same masterly draughtsmanship, and are especially 
interesting as a pair, as showing the difference which the 
quality of drypoint, and of etching on zinc, can give 
to two similar subjects. 

Grazing Horses, another of the early etchings, may be 
left to speak for itself ; after the execution of this plate 
Blampied forsook the etching needle for three years, 
all the intermediate plates being drypoints. 

The prints published in 1920 fully maintained the 
high level of the earlier ones, while showing, as was to be 
expected, increasing technical ability. Vvaic Men, a 
study of the seaweed farmers of Jersey—a man loading 
a cart with slimy fucus, while another piles and presses 
it down, and two horses harnessed tandemwise, wait, 
with lowered, weary heads for the order to go—is one of 
the best, as it is one of the most popular. Fetch it/, a 
drypoint of a boy throwing a stone for a dog, by the 
side of the sea, is also a popular print, though one for 
which the present writer never cared very much; but 
Sunday Morning Bathers, a drypoint of two horses 
being ridden into the surf, is a good and characteristic 
example of Blampied’s numerous horse studies. 

In 1921 we have the Jersey Milkmaid, a departure 
from the male peasants and horses of the earlier prints, 
a plate full of observation and finely composed ; notice 
the exquisite balance of the figure, in counterpoise of the 
weight carried. To this year also belongs The Stranger, 
one of the very best of Blampied’s drypoints, which was 
done upon the back of an old plate ; the rough surface 
giving, in the finished impression, something of the 
effect of ‘‘ foul biting ’’ in an etching. But there is no 
etching in The Stranger which is pure drypoint through- 
out. Soup, another excellent drypoint of this period, 
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shows a group of peasants, with their children, enjoying 
the midday meal. Niceties of manners need not be 
looked for, and will certainly not be found, in this picture 
of the worker’s meal; rather it illustrates Captain 
Harry Graham’s delightful parody : 


‘‘ For each man eats his fav’rite meats 
(Provided by his wife) ; 
Or cheese or chalk, or peas or pork, 
(For such, alas! is life !) 
The rich man eats them with a fork, 
The poor man with a knife.’’ 

Purring and Snoring is a sketch of a ragged tramp by 
the side of the road, his hat half off, showing his scanty, 
dirty hair : 

“A ragged traveller, weary of his road 

Asleep since noontide on the grassy ground.” 
with a cat rubbing itself against his leg ; not one of the 
artist’s most pleasant subjects—but one which shows 
at its best his purity of line and exquisite quality of 
drypoint. 

Blampied’s cleverest tour de force—for in spite of my 
admiration for his work, I cannot consider it as more 
than this—his large plate, Te Tumble, was done in this 
year. It shows a horse falling at a fence, and two other 
horses passing at full gallop. The whole is executed in a 
few strong, nervous lines, and certainly, in the matter of 
expression by economy of means, it is unsurpassed. But 
somehow it does not satisfy. 

The question of the representation of rapid movement 
in static art, is one which had disturbed critics and 
philosophers for centuries. Lessing touches upon it in 
the Laokoon ; Schopenhauer in Die Welt als Wille und 
Vorstellung ; even Adam Smith, that unesthetic pro- 
fessor of the dismal science, skirts about the question 
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in his Theory of Moral Sentiments, when he affirms that 
‘All feelings and passions become offensive if expressed 
with too much violence:’’ while Winckelmann, the 
Triton among the minnows of his day, is even more 
emphatic. ‘‘ The distinguishing mark of the Greek 
masterpieces,’’ he says, ‘“‘is nobility of form, a certain 
greatness and peacefulness, alike in pose and expression. 
The calmer the attitude of the body, the better adapted 
is it to render the true nature of the soul.” 

But perhaps we may leave the metaphysicians out of 
the question. The late Professor Ferrier, who was 
himself one of the accursed tribe, says, ‘‘ The metaphy- 
sician resembles the analytic poulterer who slew the goose 
that laid the golden eggs, to get at them in a lump, and 
gained nothing for his pains. Look at thought and feel- 
ing and passion as they are given in the pages of Shake- 
speare—golden eggs indeed! Look at the same as they 
stagnate on the dissecting table of Professor Blank, and 
marvel at the change. How shapeless and extinct they 
have become! ” 

One can easily see that Blampied has given much 
thought to the possibilities of the expression of rapid 
motion, by means of a static art; and when we look 
at such plates as Driving Home in the Rain and Splashing 
through the Surf, why, in spite of the philosophers, we 
find ourselves, like Disraeli, ‘‘ on the side of the angels.’ 
And yet, these two popular plates, Fetch it/ and The 
Tumble—do they really succeed? That boy, balanced 
on one leg, always about to throw a stone which never 
leaves his hand—that expectant dog, never to be grati- 
fied; the horse in The Tumble, which never falls any 
further, and never recovers itseif—are they not more 
like parts cut out of a cinematograph film, than works 





82 





EDMUND BLAMPIED. Jersey Mitxmarp. No. 33. 1921 


Size of the original drypoint 92 x 7 inches 


By permission of Tie Leicester Galleries and L. H. Lefevre & Son 


which one can hang on the wall, and live with? Their 
cleverness, certainly, cannot be denied ; but in Splashing 
through the Surf, on the other hand, we find ourselves 
before a print belonging to a very different category. 
The horse’s movement is temporarily arrested by the 
powerful pull at his head, and we receive an impression, 
instantaneous and true, of a single moment, fixed once 
and for ever, with no need of continuance. 

Years of study must have gone to the achievement 
of this almost perfect plate. There is no narrowness 
of vision implied in the fact that Blampied’s work is 
limited in range of subject. A few months ago we had 
the deplorable example of one of our leading art critics 
sneering at Constable as the painter of the village 
pump, as though the very fact that an artist could make 
a good picture, or many good pictures, out of the village 
pump, did not, zpso facto, prove him to be a greater 
painter than he who could only make one out of the 
Doge’s Palace, or the Ca d’Oro. 

Originality is one of the first qualities to be desired 
in an artist, but with caution it must be added that 
there are two kinds of originality; one that matters, 
and one that does not. Blampied’s originality is of 
the class that matters. The year 1922 was notable 
for the publication of one of his most original plates ; 
one which, in the opinion of many, is his masterpiece. 
I refer to the drypoint, The Sick Man. The subject is 
treated with the same economical simplicity that we 
find in An Argument, and the whole composition is 
exactly right. The agonised expression in the sick 
man’s face, the earnest anxiety of the two women, are 
given in a way that could not be bettered. There 
was a drawing—The Sick Woman, reproduced in the 
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EDMUND BLAMPIED. Soup. No. 35. 1921 
Size of the original drypoint 9 x 8} inches 
By permission of The Leicester Galleries ani L. H. Lefevre & Son 
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Studio, which would make an excellent companion 
print, and it is to be hoped that the artist may some 
day transfer it to the copper. 

Seven plates were published in 1923, all of them 
drypoints save one (Lumbermen). Among these must 
be mentioned Resting, a small plate showing an old man 
resting on a wheelbarrow, and talking to a young man 
who leans against his horse; a perfect composition, 
perfectly expressed ; and Through the Storm, another 
small plate which depicts two carthorses trotting home 
through the wind and rain, the rider of the near one 
holding an umbrella, bent shapeless by the wind, 
before him. 

The same year brought another charming plate, where 
for once Blampied forsakes his horses and peasants, 
and gives us, in Sea Breezes, a picture of a young man 
sitting at the end of a rocky promontory, with a girl 
standing behind him, leaning against the wind, and 
holding her hat on with both hands, while her hair and 
clothes billow out to landward, and the sea roars into 
the bay. It is full of light and air and the salt smell 
of the sea. Horses Eating Hay is another of his favourite 
studies, and was done, I think, after an oil painting 
of the same subject. 

Of the six plates done in 1924, all were drypoints 
except one—San Sebastian (Harbour Scene), an etching 
on copper. The Joy Ride, a ragged-looking tramp 
giving a small boy a ride in a wheelbarrow, to his huge 
delight and that of the dog which runs alongside, was, 
I think, the most popular. To my mind, however, 
Splashing through the Surf is one of the best, if not the 
best of all Blampied’s prints. One feels that in these 
days, in this world “‘ where all things change and nought 
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abides,’ it is rash to make use of the expression, 
‘“ Masterpiece,’ especially when talking of so young an 
etcher as Blampied ; but to me this plate is indeed a 
chef-d’ ceuvre. 

Going steadily on, always progressing, though more 
economical in the number of plates produced, 1925 has 
given us three drypoints, again studies of horses and 
peasants. 

To state baldly that Cider Drinkers shows three tipsy 
men singing and drinking, and that The Letter is a 
picture of three peasants sitting at a table, one of them, 
with evident difficulty, reading a letter, can give no 
conception of the quality of these plates. They are 
realistic, but they are much more than that. Plain 
realism, to be frank, simply wearies ; it is true that an 
artist must give us what he sees, but he must never 
forget the dream that lies behind. 

Sir Joshua Reynolds once wrote, “In the midst of 
the highest flights of fancy or imagination, reason ought 
to preside from first to last.’’ Blake’s comment upon 
this was, ‘‘ If this be true it’s a devilish foolish thing 
to be an artist.’’ There is a poetry in these two plates 
which soars far above the frigidity of pure reason. 

Reflections, a drypoint of a cart and two horses going 
across the wet sand, and The Farmer Dentist, not pub- 
lished at the time of writing, complete Blampied’s 
cwuvre up to date, sixty-five plates in all. The dry- 
points are all done on copper, the etchings all on zinc, 
with the exception of the Sim Sebastian (Harbour Scene). 

It is very instructive to compare the earlier with the 
later prints, to see in what manner the artist has pro- 
gressed. Take, for example, the early drypoint, An 
Argument, and the late Cider Drinkers. The first is a 
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plain, forthright drypoint, the line flowing and clear, 
the burr well marked, strong, and very characteristic 
in its quality. 

In the second we see a much more sophisticated 
technique ; there is more that is suggested, more that 
is left pro captu lectoris, so to speak, and each time one 
looks at it some new subtlety may be discovered. Both, 
to a certain extent, show the influence of Forain ; but 
Cider Drinkers is, to An Argument, as an opera by 
Wagner is to one by Cimarosa. 

With few exceptions, I believe that all the editions 
of Blampied’s prints have been limited to 100 im- 
pressions, some of them, e.g., Reflections, to 50. 

It is to be regretted that he has not adopted the 
Continental method of numbering his proofs, a method 
already adopted in this country by Lumsden and 
McBey, amongst others. 

Numbering gives confidence to the soleeed and he 
must be the veriest tyro who would shun the purchase 
of proof 99/100 after reading Mr. Lumsden’s description 
of his own method.’ 

Mistakes, of course, may occur. I have myself seen 
two absolutely identical impressions of the same print, 
each marked ‘‘ Unique,’ and Mr. Campbell Dodgson 
has already told us that he has seen two impressions 
from one plate, each numbered 1/50 ; but these occur- 
rences are rare. 

Even hagiology—never, I believe, a very exact 
science—can show something of the kind. “ Sinner 
that I am,’ said a French prelate, with demure irony 
when a head of Saint John the Baptist was handed to 
him to kiss, in some church of which it was the choicest 

1 The Art of Etching, page 149. 
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treasure, ‘sinner that I am, this is the fourth head of 
the glorious Baptist that I have had the happiness of 
holding in these pies hands ! ” 


The foregoing pages, to coneleees give a bald, and 
I fear, very inefficient summary of Blampied’s work in 
etching ; his oil paintings, water-colours, and lithographs 
being outside the scope of this article. 

Criticism of contemporaries one always feels to be a 
perilous thing. The critics of the past have been so 
often and so painfully wrong. We remember Jeffrey 
and Wordsworth, Gifford and Keats; even among the 
artists themselves, we know how Richardson spoke of 
Fielding, and he of Richardson. Of Sterne’s work, 
the author of Clavissa said,” Exectabie wigan 10! 
but call it.’ The story of the judgments of contem- 
porary artists upon each other’s work would be more 
amusing than edifying. 

The fact is that genius to-day is generally confused 
with cleverness. But genius is not necessarily clever ; 
fundamentally it is always simple. Ben Jonson la- 
mented that Shakespeare “ lacked art.’’ It is because 
they are so overburdened with “art” that so many 
of our present-day artists fail. 

Criticism, after all, is rather more than “ the adven- 
tures of a soul among masterpieces ’’ ; it is also the art 
of telling the reason why. The keynote of Blampied’s 
work is sincerity, with simplicity as its dominant. He 
gives us the tragedy and comedy of peasant life, the 
pathos and beauty of the carthorse, in its old age and 
in its prime. He avoids extremes. It is not enough 
to have a penetrating and microscopic vision ; sympathy 
with one’s subject is the main thing. His peasants and 
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horses are not photographic studies ; they express what 
the Schoolmen of old called the ens realissimun of the 
subject. It is no use to look, in his work, for what is 
not there. You will not find in his peasants’ souls 


‘«« The loftiest star of unascended Heaven 
Pinnacled dim in the intense inane.’”’ 


but, such as they are, you will see them in their vraze 
verte. 

Observation by itself is nothing; the camera can do 
that; there must be the man behind it, there must 
be the mind of the artist, reconstructing and reconsti- 
tuting. And if we add to Blampied’s other qualities 
his first-class draughtsmanship, and his impeccable 
technique, we .have reason enough, I think, to be proud 
of his presence among the English Etchers. 

Blampied was elected an Associate Member of the 
Royal Society of Painter-Etchers on the 11th March, 
1920, and he was made a full Member on 5th March in 
the following year. 


LIST OF BLAMPIED’S ETCHINGS 
(with dates of publication) 


E=Etching. D=Drypoint. 
1919.2 
1. A SWINEHERD. ees eas os 
2. HOMEWARDS, EVENING. E AL x 64 
3. WEARY. DD 48 x 68 
4. CARTING SEAWEED. 1 43 x11 
oe LIES. D 4i x 6} 
6. LoADING SEAWEED. 26 5 xX 6% 
7. THE HAYSTACK. D. 5 xX 63 


t The first 15 of these plates, though not published until 919, were 
actually executed in the years 1913 and Ig14, 
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. AT THE GATE. 

. WoRK IN THE FIELDS. 

. GATHERING TURNIPS. 

. SUMMER. 

. KNACKERS. 

. Drivinc HoME IN THE RAIN 
. BALLET DANCERS. 

. READING THE LESSON. 

. THE FISHERMAN. 

. GRAZING HORSES. 

. AN ARGUMENT. 

. TETHERED. 

. IN THE VEGETABLE MARKET. 
. FORDING THE STREAM. 

. BACKING THE HAYCART. 


1920. 
. THE END OF THE Day. 

. MILKING. 

. VRaAIC MEN. 

PE OTATO PLANTERS: 

. SUNDAY MORNING BATHERS. 
mare Ton-tT h:* 

. Noonbay Rest. 

. THE COWMAN. 

. THE THUNDERSTORM. 

. RETURNING TO THE STABLE. 


1924, 
. JERSEY MILKMAID. 


. THE STRANGER. 

. SOUP. 

. WADING. 

Se, COMENON, Boys !”’ 
. THE TUMBLE. 

. PURRING & SNORING. 
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_ My Cousin. 
. THE WHITE HORSE. 


. THE Sick MAN. 

. AUNT ELIZABETH. 

—OErp PIER HEAD, 

. SHORE HARVEST. 

. Farm HANDSs. 

. THE FISHERMAN’S RETURN. 
. SUNDAY AFTERNOON. 


. LUMBERMEN. 

. RESTING. 

. SEA BREEZES. 

. LEISURE. 

. THROUGH THE STORM. 
-SLHE STABLE: 

. Horses EATING Hay. 


. THE Joy RIDE, 


57. FISHERMAN’S PET. 


58. NoRMANDY FISHERMEN. 
59. SPLASHING THROUGH THE SURF. 
60. SAN SEBASTIAN (LUNCH Hour). 
61. SAN SEBASTIAN (HARBOUR SCENE). 
1925. 
62. REFLECTIONS. 
63. CIDER DRINKERS. 
64. THe LETTER. 
1926. 


. THE FARMER DENTIST. 
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Peg EPeEMENT TO THE CATALOGUE OF 
ETCHINGS BY JOHN CLERK OF ELDIN 


Byer o>, LUMSDEN 
(See Vol, XII., No. 1, p. 29, February 1925), 


[—ADDITIONAL STATES AND ERRATA. 

».—I11.—Sky cleaned in lights. 

i aS COmmrsIOWId: heads. 

. 10.—V.—Dry-point added on distance. 

. 11.—I.—Lightly etched. Base of foreground white. II.—Whole strength- 

ened, Foreground completed, 

L:28.—Probably after Paul Sandby. An original water-colour by Sandby 
was found by Mr. F. Mears with an early volume of Clerk proofs. Most 
of the additional prints described below are from this set. 

L. 41.—Ia (between I. and II.): Plate rebitten. but before margin removed. 

L. 74.—VI,—For “ bank” read “ band,” 
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iMH—ADDITIONAL PLATES. 


109.—LOCH ORR. E. 34 x4 (slightly cut). 
Castle and landscape in faint outline across middle of plate. In fore- 
ground c. (below castle in distance) a group of four figures in fainter 
line. Probably one of the earliest plates. 

MV LANDSCAPE WITH-FIGURES. E. 34x44 (cut). 
Appears to be the subject of L. 16 etched with delicate free line ; 1, trees, 
to upper margin; below. two men, one sitting; r. large tree which 
does not reach upper margin ; beneath, but nearer, a reclining woman (?) 

Pi CASTILE INGA CIRCLE. E, 1-4 diam, (across). 
Composition bisected by horizon line upon which stands the castle ; 
1. tall trees, beneath which are silhouetted a figure and pony. 

bie; _CRAIGMILLAR ‘IN A CIRCLE. E. 13 diam. (across), 
A mass of loosely etched buildings. Uppersky dark, Abouta quarter 
depth of circle at base white, 

io -ssOEL DINGS ON A CLIFF. E. 1+; 
Composition somewhat similar to L. 108. 
Proof marked “17 ”’ in ink. 

itf—_LANDSCAPE WITH LOCH AND TOWER. E. 1x1 is - 
!. a high bank upon which a large tree reaching upper margin; r. two 
figures, one hauling up a boat. Upon further shore wall-enclosed 
buildings with large tower. Marked ‘‘ 18” in ink upon the two known 
proofs. 

ieee COTTAGH WITH TREES. FE. 1x14. 
A white-fronted cottage occupies lower half of plate. Above and to 
1, tall elms (?) Several proofs marked ‘‘ 19 ” in ink. 

fi6e— He COLLEDGE, DUMFRIES. E. 3% x44 (cut). 
Very vaguely etched design similar to centre of L. 42. The Abbey 
stands c. in mid-distance. Between it and the spectator a small lake, 
on the foreshore of which is a fisherman, 
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A distant hill faintly etched, 
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RIVER SONG. No. 8 
by 
DONALD SHAW MACLAUGHLAN 
Size 84 x 122ins. Price £8 8 0 
60 Impressions. Plate destroyed 


CATALOGUE of the RECENT EXHIBITION 


of 200 ETCHINGS by this EMINENT ETCHER 
may be had on application 





A LARGE COLLECTION OF ETCHINGS by 


the leading Modern Etchers—Brangwyn, Cameron, 
Bone, Strang, McBey, etc., always in stock 


THE FINE ART SOCIETY, Ltd. 


148 New Bond Street, London, W. 


Cable : FINART LONDON. ’Phone: Mayfair 5116 
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: Amfiteatro di Verona. From an Etching by G. B. Piranesi 


BOOKS AND 
THEATRES 


by Gordon Craig 


A delightful volume of 

Essays on books and 
acting, on booksellers and 
actors, on theatres, ancient 
and modern, and on mules 

and idleness in Italy 


OVER 40 ILLUSTRATIONS 


Royal ii | 6 8vo. 


Net 
J. M. DENT & SONS LTD. : LONDON 

















All readers of ‘* The Print Collector’s Quarterly” 
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The International Art Quarterly 
Edited by HERBERT WAUTHIER 


Annual subscription: 


Britain 11/-, Europe & Colonies 12/-, U.S.A. $3°00 
single copy 2/9 or $1°00 post free. 


70 beautiful reproductions in each number. Authoritative text by the 
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British, European, and American Art, reviews of art-books and other 
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Recent and forthcoming articles include : 
MODERN AMERICAN PRINTS 
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by John Gould Fletcher 
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by Campbell Dodgson, C.B.E. 
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by Herbert Furst 
THE ETCHINGS OF OROVIDA PISSARRO 
by Frank Rutter 
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SOME THOUGHTS ON LITHOGRAPHY 
by John Copley 
THE ETCHINGS OF MARY HOGARTH 
by Vernon Blake 
CONTRIBUTORS include CLIVE BELL, BERNARD RACKHAM. 
GORDON CRAIG, WYNDHAM LEWIS, FRIC GILL, FRANK 
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post free, or in loose numbers at the ordinary subscription rates. 
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ORIGINAL” ET GEG. 


by Muirhead Bone, Arthur Briscoe, Sir D. Y. 
Cameron, Francis Dodd, Forain, F. L. Griggs, 
Seymour Haden, E. Lumsden, James McBey, 
Meryon, H. Rushbury, Sir Frank Short, Whistler, 
and Zorn. 


FINE ENGRAVED PORTRAITS 


by Naniewil and his contemporaries. 
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W. McDonald, WEST KIRBY, CHESHIRE 
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THE VOLUMES IN THE EVERYMANS 
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EIGHT NEW VOLUMES HAVE JUST 
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THE LETTERS OF WILLIAM COWPER 
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ESTABLISHED 1864 


B. F. Stevens & Brown 


4 TRAFALGAR SQUARE, LONDON, W.C.2 
Library and Fine Art Agents 


Commissions Executed Searches Made Enquiries Solicited 


SOLE American Agents for 
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AND ITS SPECIAL PUBLICATION. =. 
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$7.00 post free 
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ETCHINGS spy CAMERON, BONE, McBEY, ZORN, 
LUMSDEN, BROCKHURST, ROBINS, BRISCOE, 
ROSENBERG, WALCOTT, G. SOOPER, -eiveem 
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Edinburgh Castle, By R. G. Mathews 732X114 inches 


Mr. BAILEY has much pleasure in announcing the 
publicauon of the above plate 
Edition limited 10 100 proofs, at £3 3.0. Signed and numbered 
Als 
NEW PLATE by 
Cee RVOLD 
HOME-COMING OF THE KING. Dry-point 


CHATTER CATE, YORK HOUSE 
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| NELSON’S MONUMENT 
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CROQUET 


HAMILTON, | THE PROMENADE 


Arthur A. Bailey, Sloane Gallery 


188 BROMPION, ROAD, LONDON, S.1V.3 


"Phone: Sloane 2376 
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AN IMPORTANT COLLECTION OF 
ORIGINAL ENGRAVINGS & WOODCUTS 


PeeeGnt OLD MASTERS 


Including rare Engravings and Etchings by 


SCHONGAUER, DURER, REMBRANDT, 
BALDUNG GRIEN, CAMPAGNOLA A.O. 


Original Drawings by the Old Italian Masters 
Modern Etchings by FORAIN, WHISTLER, ZORN,A.O. 
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WOODCUTS by 
E. GORDON CRAIG 





NUMBERED MAY BE OBTAINED 
FROM “ THE MASK” PUBLISHERS 


Woodcuts 
Box 444, Florence, Italy 
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q ORIGINAL PRINTS SIGNED AND 





PRICE LISTS SENT ON REQUEST 
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EMPORIUM 


AN ILLUSTRATED MONTHLY REVIEW 
OF ART AND CULTURE 





Edited and published at Bergamo, Italy, by the Instituto 
Italiano d’ Arti Grafiche. 


ja if 
q EMPORIUM, the best known and most widely 


circulated review of art and culture published 
in Italy, is now in the thirtieth year of its 
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q| A collection of lively and attractive contributions, 
as its Greek name implies, EMPORIUM 
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illustrations printed by rota ry~ engraving machines 

(off-set) in order to substitute, by degrees, 

1 ‘““American paper” for art paper, which, as 

it readers say, has a disagreeable smell and is rather 
bad for the eyes, specially in artificial light. 


EMPORIUM will reproduce what the artists of 
the past have left us and the marvels that gleam 
in the Italian sun. 


TERMS OF SUBSCRIPTION : 
Post free in Wrappers: 
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LAREL 7 O LIRE 40 
Single Parts, outside Italy : Lire 7 




















xiii 








THE 


ARTS 


AMERICA'S Fastest GrRoWING ART 
MAGAZINE 


CONTRIBUTORS 


Virgil Barker 
Alexander Brook 

Alan Burroughs 
Bryson Burroughs 
Gabrielle Buffet 

John Bunting 

John Jay Chapman 
Frederick S. Converse 
Ananda Coomaraswamy 
Charles Over Cornelius 
Stewart Culin 

Andrew Dasburg 

John Dos Passos 

Guy Pene du Bois 
Waldemar George 

Jan Gordon 

Frederick James Gregg 
Raymond Koechlin 


Edwin Evans 

William M. Ivins, Jr. 
Charles Downing Lay 
Herbert Lippmann 
Agnes E. Meyer 
Walter Pach 

Robert Allerton Parker 
Harley Perkins 
Duncan Phillips 
Pablo Picasso 

Dudley Poore 

Helen Appleton Read 
S. C. Bosch Reitz 
Charles Sheeler 
Fletcher Steele 

Igor Stravinsky 

Allen Tucker 

Forbes Watson 


50c.acopy THE ARTS $5.°° a year 


Foreign Postage $1.°° per year extra. 


19 EAST 59th STREET 


NEW YORK CITY 








xliv 








eee EYEE 


Art Books in all Lan ouUages 


794 LEXINGTON AVE., 
NEW YORK 


Large stock of Old Decorative Maps, 
in fine contemporary colouring, by the 
famous map makers and engravers of 
the 16th to 18th centuries, including 
Blaeu, Ortelius, Hondius, Mercator, etc. 


Seen OGUES SsENT FREE 


FRANK T. SABIN. 


172, NEW BOND STREET 
LONDON, W.x 


and Mezzotints of the 18th Century 
@ Choice Paintings by Old Masters 


Original Drawings, IMuminated Manu- 


q Old English and French Colour Prints 
scripts and specially fine and rare Books 








FREDK. B. DANIELL & SON 


ESTABLISHED 1827 





THE SETTING SUN (Gopsatt CuiLpren) 


A FINE IMPRESSION OF THE RARE MEZZOTINT 
By J. YOUNG arrzr J. HOPPNER 


DEALERS IN VERY FINE 
OLD ENGRAVINGS 

OF THE XVIIITH CENTURY 
ENGLISH S@hw aie 


32 CRANBOURN STREET 
LONDON, W.C. 2 


xlvi 





_ Etchings, 
~ Mezzotints 
Old and Modern Masters 


_ WATER COLOUR DRAWINGS 


ROB? DUNTHORNE & SON 
3 LIMITED 


_ The Rembrandt Gallery 
5 VIGO STREET, LONDON, W.1 





P. & D. COLNAGHI & CO. 


Established 1760 


Rie 4) 
PUBLISHERS 4 1h BY APPOINTMENT 


TO HIS MAJESTY THE KING 


Paintings, Drawings, Engravings : | 
and Etchings 
by the 
Old and Modern Masters. 


Finest States of 
~6Olb English MWessotints and 
Prints iit colour | 


GALLERIES— 
144, 145, 146 New Bond | Street 
edi We ye 


- Telegrams—Colnaghi, Wesdo, ieee 
Telephone—Mayfair 6356 (3 lines) 
Cables—Colnaghi, London me 





